ture death. But clearly Henry's "figurative charac ter of occasion" (112) conflicted with that of his father James (and thus pointed to schisms within political narratives). Further, the analogies of op position found in Oberon reveal themselves in other Jacobean masques.
Beyond overt messages of royal politics and policies staged by James and his family for the viewing of England or Europe, contributors also examine how the masque offered opportunities for subtle negotiations regarding gender and bodies in performance. One of the most interesting essays is "Marginal Jonson" by Stephen Orgel about Queen Anne's patronage of the playwright, primarily in
The Masque of Blackness (1605) , in light of the period's topos of wife as book (145). In the essay, Orgel conflates marginality in gender and literary texts. Anne used Jonson to stage her own politics and to lend her "the artistic authority" she craved since "patron and poet shared a need for a space in which they could operate independently of the constraints of their situation" (171). Anne's negative reputation at court was in part a reaction to her intervention in her husband's political operations and her con scious scripting of masques?Orgel makes it clear that the conceit of "blackness" forming the anti masque was entirely Anne's (153). In Barbara Ravelhofer's essay "Virgin Wax' and 'Hairy Men Monsters': Unstable Movement Codes in the Stuart Masque," she explores the fugitive patterns of dance in terms of both performers and audience, speaking directly to the issue of reception: the inclusion of noble child performers created a training ground for future aristocratic performance. David Lindley's article continues to explore the more elusive spec tacular elements, this time the "sound-world" (275) of the performances. His thesis is that "[music's] inherent instability of signification . . . embodied and enacted . . . the ambiguities and ideological tensions" (292) which were continually hovering on the edges of these performances.
The editors have attempted an interdisciplinary approach, with contributors on a variety of sub jects. They state, however, that "our emphasis is decidedly literary" and thus bypass the "visual aesthetics" of the masque (16). They affirm that "the book has few pretensions as a work of archival historical scholarship," and that all but one of their contributors are "literary in [their] affiliations" (16).
Obviously, the volume's examination of Author (again meaning both poet and patron) is served by this focus on literary texts; however, the original question of the reception of masques as political theatrics is most clearly elucidated not only by an examination of the literary texts and authors (in cluding patrons) but by considering the perform anee as a whole. The contributors clearly shared their articles during the development process, which created a cross-pollination of thought which is the collection's real strength. Due to the Victorian moral backlash against dancing, the focus in dance on the body rather than the mind, the ephemerality of dance in perform ance, and its relegation to the sphere of women, dance has been one of the least theorized perform ing arts. The Routledge Dance Studies Reader seeks to redress this dearth in dance scholarship. The book is organized into six parts, each of which includes a short introduction and bibliography.
GRETCHEN ELIZABETH SMITH
According to the back cover copy, The Routledge Dance Studies Reader is designed as an introduction to the field of dance studies "for the student, the practitioner, and all those interested in enhancing their experience of dance." In her introduction to the book, editor Alexandra Carter traces the devel opment of dance studies internationally and out lines current debates surrounding the methodolo gies appropriate to the study of dance. Though the book makes no claim to be a comprehensive collec tion, the bibliographies and suggestions for future reading alone offer a great resource to students in dance.
Grouped chronologically, Part I, "Making Dance," reveals the creative strategies and the "mechanics" used by various choreographers. A key point of discussion centers on the degree of control which
